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clarinettist and orchestra by Helmut Lachenmann, a work 
already in the orchestra's repertoire. I don't think any piece 
of music has ever made me so angry! lt took to absolute 
extremes the avoidance of players using their instruments 
in the conventional way. Much of the time the solo 
clarinettist blew through his instrument without the 
mouthpiece, carefully fingering to impose different pitch 
inflections on the wind noises, and the orchestra was 
treated in a similar way. Musically the work is partly based 
on a similar destruction of Mozart's Clarinet Concerto. 
Accanto was well received by most of the audience, and 
perhaps my own reaction to it is due to the fact that it was 
totally unnecessary to have a whole orchestra on stage to 
obtain the sounds that were produced. (And it's a strange 
mentality that only arrives at such sounds destructively 
rather than creatively : the music could have been just as 
well produced by a small group of musicians playing 
specially invented instruments.) 
Most of the chamber music concerts were rather low-key 
affairs, taking place in a small hall which necessitated 
considerable shifting of instruments and props between 
works; the problem with any such festival of submitted 
works is to put together a programme where most of the 
performers play in at least two items. The music ranged 
from Chanson pour instruments a vent, for specially 
constructed amplified aeolian instruments, by Mario 
Bertoncini to a refreshingly brief work by the Mexican 
Mario Lavista called Cluster. which consisted of just that 
(once only) performed on several keyboard instruments. 
Bertoncini performed his own composition: the 
instruments consisted of large suspended frames across 
which were strung dozens of thin strings, and several other 
metal objects. These were set vibrating by compressed air 
jets and small ventilator propellers, producing very 
beautiful, rich resonances; but the best moment was a 
throw-away gesture (possibly to cover essential technical 
operations which needed both hands) when he blew on 
several parts of the frames: how much more expressive are 
the inequalities and irregularities in human breath! 
Two more established composers were represented by 
interesting and unusual works: Klaus Huber by Transpositio 
ad infinitum for solo cello, a very delicate and sensitive work 
BARRYGUY 
dedicated to Rostropovich, and Karel Goeyvaerts' Ach 
Golgotha! for harp, organ and percussion. This was 
conducted by the composer standing almost motionless in 
front of the performers and was a quiet, minimalist, almost 
systemic examination of the accompaniment to the 
recitative of that name from Bach's St. Matthew Passion. 
In spite of the special emphasis on mixed media made by 
the Bonn organisers, there was comparatively little use 
made of electronics during the festival. One example was 
Solo for piano and live electronics by the young Finish 
composer Jukka Tiensuu, for which the equipment was 
provided by the experimental studio in Freiburg; 
unfortunately the composer, playing the piano, was forced 
to start the piece again due to the fact that the considerable 
technical installation with two engineers in charge (who did 
not seem to take their job very seriously) was not 
functioning properly. The work explored the electronic 
transformations of the piano sound with considerable 
success and ranged from extremely wild passages for the 
piano to long drawn-out lyrical canonic structures using 
some form of sound delay system. 
The most interesting work in a choral concert turned out 
to be one proposed by the performers, the Collegium Vocale 
from Cologne (sharing a programme with the choir of NOR 
Hamburg). This was the gentleness of rain was in the wind 
by Gerhard Riihm, who is a sound poet with considerable 
involvement in music. The piece is based on the phrase 
from Shelley used as the title, and expands both the sound 
qualities of the words and the implications of their meaning 
in various ways: an attempt to find the most suitable 
German translation of the word 'gentleness', lexical 
descriptions and catalogues of words meaning rain and 
wind in a variety of languages, permutations of vowels and 
consonants in the German words Wind' and 'Regen', and 
so on. 
Among the sound environments submitted as projects 
were works by Janos Darvas and the singer Joan La 
Barbara. The latter's Wind/Tornado Piece/Cyclone, 
included in a normal concert, is a tape composition 
distributed around loudspeakers in the hall. I was unable to 
attend the concert in which it featured, but heard the piece a 
few days later in Paris. In each case, apparently, the hall 
PLAY for Flute, Clarinet, Trumpet, Trombone, 
Percussion, Piano, Violin, Viola, Cello, and 
Bass. 
Peter Burwik and the 20th Century Ensemble, Graz, 
Performed at the Warsaw Festival, September 1977 
EOSfor Double Bass, Orchestra and Electronics 
Performed by the Composer-with the Orchestra of 
Sudwestfunk at Donaueschingen Musiktage, October 
1977, conducted Ernest Bour. 
JONATHAN HARVEY 
INNER LIGHT IIIfor Orchestra and Quadrophonic 
Tape. 
To be performed in Stockholm at the I.S.C.M. Festival 
in 1978 
... 
NOVELLO means the best in Contemporary Music 
For further details of Contemporary Composers in the Novella Catalogue contact our 
Promotions Department, at 38a Beak Street, London WlR 4BP. 
Head Office Borough Green, Sevenoaks, Kent 
41 
was too small for the long growth of the Cyclone to have its 
full effect in space. Darvas' Hiirfilm was an audiovisual 
environment set up for several presentations in a special 
room; it used multivision (a large screen on which up to 
twelve slide projections were shown simultaneously, with a 
second set of projectors for cross-fading to new images) 
and tape (heard over individual headphones). This was a 
documentation about Bonn past and present interspersed 
with short 'commercials', collages of visual and sound 
advertising from various sources. The recording techniques 
that were used for the sound explored a scale from 
'telephone quality' to 'studio quality' in order to add a 
chronological element similar to that of the visual images, 
as well as 'Kunstkopf' stereo, conventional stereo and 
mono. 
The laser environment. entitled Free Spectral Range IV, 
was shown three times; I attended the first and last of 
these. The first presentation was more or less an 
improvisation to 'warm up the system'; the third consisted 
of three recognisably different compositions, whose titles 
were given in the programme (one by each of the three 
creators of the system), played without a break. In Jeffries' 
Pacifica Electra, tor example, the electronic sounds that 
mostly paralleled the visual .laser element were 
interspersed with recordings of breakers, which visibly 
distorted what were otherwise mainly pure geometric 
shapes on the screen. This was the first occasion on which I 
had seen a visual element produced entirely by lasers, and I 
have not seen the several more primitive laser events that 
have recently been shown in London. Many of the visual 
effects were extremely beautiful, but very rarely were the 
images completely new. Some resembled typical 
oscilloscope patterns multiplied out by deriving four 
separate beams from the laser, in red, blue, green and 
yellow. Sometimes all four colours featured the same image 
rotated each time through 90 degrees; at other times one or 
more of the colours would be totally independent. 
Altogether I felt that there was too much of the sort of effect 
which more than anything resembled random scribbling 
across the screen. Some delicate textures were produced by 
frosted glass filters introduced into the path of the laser 
beams. The whole system, sound and visual, was clearly 
interlinked; I should imagine that it is operated by sets of 
control voltages which are applied both to electronic 
oscillators and to the laser beams. 
Tim Souster's sound environment Triple Music IV took 
place in the foyer of the Beethovenhalle before, during the 
interval and after an orchestral concert. This consisted of 
taped sounds, including many radio call signals from 
different countries, which were played over quite a 
considerable number of loudspeakers, but mostly at rather a 
low level, so that it was quite easy to hold a conversation 
and forget the sounds. 
A similar environment, similar perhaps only in the way 
the organisers of the festival decided to present it, was 
Orange Air by two young Americans, Richard Feit and 
Richard Shaer. This took place in a smaller foyer at the Bonn 
Center, with the sounds emanating from a considerable 
number of loudspeakers spread around an exhibition of 
paintings by Vasarely. The sound sources used were 
derived from the air: radio and TV broadcasts and sounds 
from outer space (such as have already been used in Alvin 
Lucier's Whistlers), plus prerecorded sounds that the 
composers had taped in and around the city of Bonn. A 
further American sound environment by Max Neuhaus, 
Drive-in Music(s), designed to employ local radio 
broadcasting over car radios, was unable to be put on due to 
the last-minute refusal of the German Post Office to give 
permission. I was lucky to experience another new work of 
his a few weeks later at documenta 6 in Kassel: quiet 
irregular electronic clicks distributed over a series of 
loudspeaker horns mounted around the main branches of a 
large tree in a wood, sounding rather like rain drops or 
acorns falling. (I wonder how many people completely 
missed this delightful contrast to the gigantic sculptural 
gestures that seemed to fill the rest of the park.) 
A programme of theatrical pieces presented as a concert 
began with Gavin Bryars' The Sinking of the Titanic: a very 
relaxed and typical Bryars presentation which I greatly 
enjoyed, having missed previous live performances of it in 
Britain and knowing the work only from the Obscure record. 
Bryars chose to present a fairly simple version of his piece 
due to the predictable problems of rehearsal time and the 
amount of equipment that was simultaneously in use in 
different parts of Bonn. There was in fact no theatrical 
element in this realisation; it consisted of a small string 
ensemble conducted by the composer, with tapes and slide 
projections. In the same programme there was 
Peripathetisches zur Lage, an extremely virtuosic and 
humorous verbal work by the Austrian composer Otto 
Zykan, based on a letter written by Schoenberg, which 
approached the area of sound poetry (indeed, many sound 
poets could learn from this piece). The composer, aided and 
abetted by fellow-composer Heinz Karl Gruber, performed 
complex, tongue-twisting verbal acrobatics and made a 
considerable impression, even on non-German-speaking 
members of the audience. 
Within the city centre in Bonn during the festival there 
was also a presentation of a specially-created work by 
Pauline Olivero.s called Bon-Fire, which had won the prize 
in the competition 'CitY Music' . The title contains a double 
pun, since the pronounciation of the English word 'fire ' is 
virtually identical to the German word 'Feier' (celebration). 
lt consisted of events, often without music or sound, of a 
deliberately low-key theatrical nature, which took place in 
the pedestrian precinct in Bonn. This is a very compact area, 
the most successful transformation of a town-centre into a 
pedestrian precinct that I have seen, where many other 
events have taken place over the last few years, so the 
citizens are more or less accustomed to unusual things 
happening there. Children were finger-painting the man-
hole covers in the streets; teenagers, two or three at a time, 
would very occasionally walk through the market-place 
carrying musical instruments but not playing them; old 
people were at one point seen painting pictures in a display 
window of a big department store; Mustapha Tettey Addy, 
the Ghanaian master drummer who now lives near Bonn, 
appeared every now and then, performing on his own; a 
man dressed up in an old-style naval uniform with a parrot 
on his shoulder was observed from time to time (and 
occasionally directed to the Rhine by helpful citizens), and 
various other events were also to be seen. Some of these 
were not planned by the composer but fitted in with the 
atmosphere: sitting outside a cafe in the market square one 
afternoon, I heard every now and then a distant bell-like 
sound, which turned out to be a four-year-old boy throwing 
something metallic on the ground, chuckling, picking it up 
again and repeating the process a few seconds later. In the 
same area there was at least one organ grinder .and a man 
who sang standing on his head for several minutes at a time 
(both permanent fixtures); I also caught the end of a round 
dance performed by schoolgirls and a programme for 
children given by the Amsterdam Electric Circus featuring 
Moniek Toebosch and Michel Waisvisz (with his specially 
built combination violin-machine gun with crackle-box). 
· Finally, the area in which I myself was involved: music for 
·amateurs and children. There were three programmes: two 
with actual compositions and the already-mentioned 
demonstration by Xenakis; This last was very disappointing; 
I got the impression that Xenakis and his team were not 
ready to present their work in public, and indeed by the 
second of the three afternoons on which it was shown, the 
system had broken down. lt consisted of a small computer, a 
cathode ray screen and a large board on which graphic 
notations could be drawn. This specially-constructed board 
contains built-in electrical contacts in grid format and is 
used to transfer graphic information into the computer 
which can then be seen on the screen and heard over 
loudspeakers. A group of children had been brought along to 
demonstrate that anyone could use the system. lt took about 
five minutes for the very simplest sounds to be seen and 
heard. lt is probably only a matter of more time and money 
that has prevented them from building the necessary 
equipment to create an instantaneous visual and aural 
realisation of the graphic notation; a five-minute delay is 
quite impossible for anyone towork with on a system that is 
designed for immediate self-expression. Its potential would 
seem to be greatoncethisdelay is removed; however, it will 
also be extremely expensive, and I doubt whether many 
electronic music studios could afford such a system, let 
alone schools. Another aspect which I found disturbing was 
that it was presented to us as a solution to all one's 
problems: with this system 'composers can finally just get 
on with composing'. (Peter Zinovieff has made a similar 
claim for the new EMS Vocoder, which friends tell me is 
also rather limited in practice as well as costly; such claims 
remind me of categorical statements made by eminent 
scientists that are totally refuted a few years later: such as 
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DOCUMENTATIONS 
OF MODERN MUSIC 
Herbert Brun: 
KLANGE UNTERWEGS 
Fried ri eh Cerha: 
RELAZIONI FRAGI Ll 
Hans-Joachim Hespos: eRE 
Vol ker David Ki rch ner: 
NACHTMUSIK 
Zygmunt Krauze: 
PIECE FOR ORCHESTRA No 1 
Helmut Lachenmann: 
INTERIEUR I 
An est is Logothetis: 
KULMINATION 
Wilfried Michel: 
KONTRASIG,NATUR 
Horatiu Radulescu: 
SOUND PLASMA 
Hubert Stuppner: 
HISTORIA NATURALIS 
Yannis Xenakis: 
POLLA TA DINA 
Bernd Alois Zimmermann: 
SONATE FUR CELLO SOLO 
edit ion modern 
Elisabethstr. 38, 8000 Munchen 40, Tel. 089/37 37 81 -82 
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ARTS LAB MUSIC 
PUBLICATIONS 
Birmingham Arts Laboratory Ltd. is pleased to announce its contemporary music 
publishing scheme, jointly administered by Arts Lab Music and AR :ZAK, the Arts 
Lab Press. This venture follows the recent opening, in August, of the new Arts Lab 
in Holt St., Aston. 
Our first 4 publications, in the category MUSIC FOR BRASS INSTRUMENTS, are 
now available: 
Lyell Cresswell 
Simon Emmerson 
Richard Orton 
Melvyn Poore 
DRONES IV (1977) for tuba and tape 
VARIATIONS for tuba (1976) 
AMBIENCE (1976) for bass, trombone and tape 
VOX SUPER IUS (1976) for solo tuba 
Planned future publications will include the following works by Richard Orton: 
MUG GRUNT- Music/Theatre for 3 players 
PIECE DE RESISTANCE- Piano solo 
CONCERT MUSICSJ-7- Text pieces 
ALM will also distribute the following works by Trevor Wishart : Machine, Machine 2, 
Fidelio, Journey Into Space, Scylla and Charibdis. 
The scores are very reasonably priced, and a discount can be obtained through our 
subscription scheme, £10 securing the whole of the first year's issue. 
Composers are invited to submit scores for consideration for publication. Any field of 
contemporary composition will be considered. Scores should be sent with a covering 
letter to Melvyn Poore, Music Director, Birmingham Arts Lab, Holt Street, Birmingham 
B7 4BA. Telephone: 021·359 4192. ' 
ALM Publications are also available from PHI LIP MARTIN MUSIC BOOKS, 22 
HUNTINGDON ROAD, YORK . 
... 
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